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INTRODUCTION

I find inspiration in the raw beauty and myriad details in the natural world around me. As a child,
I spent time alone exploring and collecting small treasures in nature. Studying the delicate tracery of trees
and branches through the windows as the seasons changed gave me many hours of solace. I believe that
the awe and pure beauty which can be experienced and observed in the flux of nature serves to remind us
of our place in the world. Further, I believe that the beauty found in living and dying can provide a level
of meaning that lies beneath all the bustle and hectic work of daily life. By connecting with this aspect in
nature through imagery in my work, I am able to find a renewed sense of self. Using symbols of nature to
create metaphors for personal stories, nature becomes part of the language through which I can reflect,
trace, and capture treasured memories.
This beauty and symbolic language is also found in my initial research investigating the rich
history of mourning and sentimental jewelry. During the Victorian Era, flowers and plants were used to
communicate during a time when expected conventions restricted conversations for a variety of reasons.
Though flowers and other plants have held significance for centuries, flowers began to gain unique
meaning at this time. Quickly increasing in popularity, flowers became a way to send subtle messages to
others and a large list of meanings was assigned to individual flowers. Thus the language of flowers,
known as floriography came into being.
My most current research is inspired by the Eye Miniatures of the late 18th century. A peculiar
whim of sentimental jewelry, eye miniature portraits became the fashion in northern Europe, particularly
among British aristocrats. Exchanged as tokens of affection between lovers, friends, and family members,
these small images depicting the eyes of individuals have a dual purpose, serving not only as
representations but agents of vision. These portrayals of the gaze differ from traditional miniature
portraits. They are not simply objects of contemplation but instead initiate a reversal between the object
and subject of looking, posing a pre-photographic instance of “being seen”. These eye miniatures were

meant to see as much as be seen. The gaze carries a metaphor of love and longing as well as the action of
observing or watching over, in turn creating a connection from the subject to the observer. Eyes have long
been called the window of the soul and the gaze of the eye miniatures was meant to capture the subject’s
essence. By looking back at the viewer the eye portraits created a reciprocal mode of viewing called
“intimate vision” that brings the gaze of another into the heart of private experience. The stark simplicity
of the single eye was compensated for with lavish frames, their beauty creating a sense of intimacy.
Exquisitely crafted in gold, enamel, and gemstones, these tiny paintings were transformed into precious
jewels expressing the innate need for beauty and passion for sentimentality of the Georgian and Victorian
eras.
My work is about love and longing, remembering, and finding solace through reflections of the
past. By preserving memories, and the stories they hold, in paper, metal, and enamel, I am reconnected to
those loved and lost and able to find my center in the present. Using historical references to mourning and
sentimental jewelry in their framework and design, the works I create act as portal to the past as well as a
form of protection. Through shadows of the silhouette or gaze of one loved and lost, I endeavor to create
a sense of intimacy, sacred space, and connection to those held dear. The silhouette becomes a tracery of
the individual and experience. Regardless of the format of work, whether exploring the intimate object of
the book, brooch, or necklace, I am able to find respite and carry the memory or person with me.
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Chapter One
The Relevant History of Mourning and Sentimental Jewelry
There are more complex reasons for wearing jewelry than simply a desire for adornment. People
have used charms and amulets from the earliest times to try to protect themselves against the many perils
that could befall them. In the Middle Ages it was believed that certain stones had magical powers. For
example, it was thought that toadstone could detect poison; the sapphire cured diseases of the skin, while
the topaz cured madness and increased wisdom (Luthi 4). Holy relics set with these protective jewels
were worn on the person, for life was short, with only an average span of 40 years. The many diseases
and hazards of life were a constant reminder of death. During the 16th century the early memento mori
jewelry began to appear in the form of rings, brooches, pendants, and watch fobs. The Latin inscription
memento mori, meaning, “remember you must die” is found
carved on this jewelry as a reminder of the fragility of life
(Nehama 14). Skulls, skeletons, crossbones, and cadavers
figured prominently. The motto was meant to proclaim the
inevitability of death and remind the wearer of their mortality,
Figure 1

rather than express grief at the loss of a loved one. These

amulets were adopted by the affluent as a sign of an enlightened thinker, asserting awareness of the
inevitability of death (Figure 1). By the 17th century these macabre symbols were beginning to be more
commonly used for jewelry, not meant as warning of mortality but as commemoration of the death of
specific individuals.
The primary turning point of this shift occurred with the contest over England’s religious and
political establishment, the abolition of monarchy, and the beheading of Charles I (1649). Seen as a
martyr, the distress at his death created a groundswell of secretive mourning that led to an unexpected
commissioning and wearing of rings, lockets, and jewels as an expression of the wearer’s loyalty
(Nehama 16). As English society in following years became more stable and standards of living increased,

the desire and ability to own mourning jewelry spread across previous class boundaries stimulating the
growth of mourning jewelry as an industry.

The Georgian Period
The Georgian period (1714-1837) of mourning jewelry exhibited a particular reverence for the
ideals of classicism. This period is considered to have produced the most beautiful of all mourning
jewelry (Brett 111). The motifs used during this period idealized the desire for greater manifestation of
emotion; sentimental expression, especially sorrow, was seen as a desirable trait in men and women of the
18th and 19th centuries. Through expressing deep grief and loss, mourning
miniatures comforted the bereaved by the physical token of remembrance and
in the imagery of eventual reunion and eternal love (Nehama 42). A large
vocabulary of symbols developed from flora, fauna, and specific objects. A
harp, for instance, was symbolic of worship in heaven and thought to act as a
bridge between heaven and earth. The crown represents honor and glory,
Figure 2

victory and triumph, and immortality while the heart represents love and

mortality, the center of the soul, and God’s love (Figure 2). Angels, assigned
to watch over and protect human beings, were often pictured pointing
heavenward, guiding the soul effigy toward heaven (DeLorme 252). There
was usually a heartbreaking inscription saying things like, “not lost but gone
before”, or “in death lamented as in life beloved” with obituary information
written on the plinths or obelisk in sepia toned paint (Luthi 9).
The naturalist backgrounds of this period were often reminiscent of
an imaginary Garden of Eden (Figure 3) (DeLorme 70). As illustrated in

Figure 3

figure 3 the weeping willow with its mournful growth of falling branches suggests a human form that
appears to be bowing in grief and shedding tears (Nehama 44). The cypress tree represented death,
despair, and hope, of immortality. While the dark foliage represents death, the tall shapes point hopefully

4

toward heaven; once cut down they do not regenerate. The sepia paint used as a medium for these detailed
sentimental mourning scenes often contained macerated hair of the deceased, further enhancing the
meaning by incorporating sacred remains. The color of sepia also carried a symbolic value for its wearers,
who saw the reddish-brown hue reference blood and the earth (Nehama 43). These pieces were
handcrafted and produced for the very wealthy; the majority of these pieces were hand engraved and
made of gold, pearls, and precious stones. Old superstitions surrounding the magic properties of gems
were revived, triggering the development of a language of gemstones. It became a great passion to spell
sentimental messages out by the initial letters of precious and semi-precious stones. “Regard”, for
example was represented by ruby, emerald, garnet, amethyst, ruby and diamond; “Love” was spelled by
lapis lazuli, opal, vermeil, (hessonite garnet), and emerald (Luthi 12).

The Victorian Period
The zenith of mourning jewelry was reached in the Victorian period, 1837-1901. This era was
especially known for its obsession with death and dying. It was an era of grandiose sentimentality and
devout mourning on a scale that had never occurred before or since that time. The imaginative and
delicate mourning jewelry of the Victorian Era’s Romantic period was intended to be decorative, and an
adornment to the women who were seen as fragile flowers in the society of these times (Brett 112).
Nature provided the inspiration for jewelers at this time; leaves, flowers, buds, bunch of grapes, twigs and
serpents twined freely and charmingly over bracelets, earrings and brooches.
Victorians of this period delighted in the language of flowers, floriography, and gemstones using
their combined symbolism of meanings to convey complex messages and to communicate the sentiments
or attributes of the wearer or deceased (Boettcher 32). 1861 brought the sudden and early death of Prince
Albert, the event that was responsible for the greatest changes in mourning customs and jewelry. Queen
Elizabeth inconsolably plunged herself in deepest mourning for the rest of her life and reign (Luthi 16).
The Queen decreed that only jet was to be worn for the first year of mourning for her beloved Albert.
Soon after, the Queen’s intense misery found an outlet in commissioning jewelry in memory of her
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beloved husband, which she gave to her family in a steady stream for many years afterwards. It was not
just the royal court that wore mourning jewelry. Jet, a
stone valued for over 4,000 years for its memorial
symbolism and power to ward off evil, exploded in
popularity with the Queen’s decree (DeLorme 110).
Although jet was most favored, black enamel and onyx
were equally acceptable materials for mourning. The
Figure 4

1873 brooch on the left features a black enamel cartouche,

jet, seed pearls, and scrolled edging (Figure 4) (Brett 119). Other materials used in the production of
mourning jewelry included: French Jet (black glass), Vulcanite (a sulfurized rubber invented by Charles
Goodyear), and Gutta percha, a rubber from the sap of a Malayan tree (Brett 118-124).
Although mourning jewelry has not widely reappeared since the early 1900’s, it remains a
significant and remarkably rich tradition in the history of jewelry design. The beautiful pieces surviving
today allow us a glimpse into the past lives and customs of those who lived during the 16th-19th centuries,
their philosophies regarding death and the manner in which they memorialized those loved and lost.
Mourning jewelry and clothing once announced to those who observed it, as well as the wearer herself,
the grief felt at the loss of a loved one and the emotional connection to that person (Nehama 106). The
prescribed mourning rituals provided a framework for mourners to emotionally cope with the intensity of
grief, as well as bringing together the community for security and support.
Today, American expression of grief is private and restricted. Shortened memorial services
replace lengthy funerals, cremations replace burials, and flat gravestones replace elaborate cemetery
monuments. In the present day’s rush to move faster, stay younger, and live longer, death is pushed out of
our consciousness. Though it is no longer a subject so openly discussed as in the Victorian parlors, death,
loss, and grief remain a certainty in our lives. This study of mourning and sentimental jewelry has become
a way to revisit many memories of those I have loved and lost and has provided rich sources of
inspiration in my current work. As a goldsmith and enamelist, I resonate with the techniques and
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materials of gold, silver, precious stones, and enamel that encompass the many hand-wrought forms of
mourning and sentimental jewelry.

The Late 18th Century Eye Miniatures
The Eye Miniatures of the late 18th century comprise a unique subgenre of mourning and
sentimental jewelry that straddles miniature painting and portrait art. Spanning the years 1770-1830
within the Georgian era, this short-lived rage faded into oblivion in the early 19th century. These portraits
are imbued with an air of secrecy, are now collectively referred to as “Lover’s Eyes”. They were not
limited to those exchanged between lovers, but also served as portraits of remembrance to commemorate
friendships, family members, and those loved and lost. Typically consisting of renderings of a single eye,
they were painted in delicate colors, often with an eyebrow and wispy curl. Mysterious and intensely
private objects, eye portraits were keepsakes treasured in solitude and not worn in public. By looking
back at their viewer the eye portraits created a reciprocal mode of seeing, creating an intimate vision that
brought the gaze of another into the heart of private experience. These exquisite miniatures also hid a
symbolic sentimental language within their elaborate settings through the use of gemstones and imagery.
The first recorded eye miniatures appeared in 1773. An overlooked subcategory of portrait miniatures,
this genre has fewer than 1,000 in existence today.
Eye miniatures, which first appeared in England (later in Europe and
the United States), began with a forbidden romance. When the 21-year-old
Prince of Wales laid eyes on the twice-widowed commoner Maria Fitzherbert
at the opera in 1784, it was love at first sight. Unfortunately, the Royal
Marriage Act stipulated that the prince (George IV) could not marry until the
age of 25 without his father’s consent; it was unlikely as Maria was a twice widowed

Figure 5

Catholic (Grootenboer 25). History recounts that George and Maria were wed in secret and that they
exchanged miniatures depicting each other’s eyes as tokens of their love (Figure 5). Because each
miniature was only a single eye, it preserved the anonymity of the lovers. This secret exchange began the
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short-lived phenomenon of eye miniatures that was popular between 1780 and 1820 and swept through
Europe as keepsakes of love and mementos of loss (Boettcher 13).
English portrait miniature paintings preceded the evolution of the eye miniatures. Less costly than
full portraits and far more portable, and imminently practical in an age without photography, they ranged
between 1" x 1" to 4" x 7". The portrait miniature came to serve as a “stand in” for an absent loved one
and was treated as if alive. These intimate objects were carried, spoken to, clasped to bosoms, and even
kissed (Art Bulletin 505). The miniature portrait kept a loved one close at heart, ensuring an intimate
bond; its image was always accessible to the gaze of the one possessing it (Grootenboer 35). The idea
then arose of using a part of the body, i.e. the eye, to stand for the individual as a whole, and the face of
the portrait miniature became reduced to the singular gaze of the eye portrait.
The disembodied eye is one of the most potent devices of devotional art, as the “eye of God.” Yet
the disembodied eye is also an erotic image when given as a gift from one lover to another (Frank 265).
Eye portraits were an ambiguous object, part jewel and part miniature painting (Grootenboer 5). The
diminutive scale created a sense of privacy, a space for the exchange of gazes, a special intimate vision,
and a reciprocal mode of looking. The root of the word gaze in French, regard, refers not to the act of
seeing but to a watchfulness, concern, and expectation (Grootenboer 3). The connotation of the eye
miniature evolved into one of the giver watching over the recipient, acting as a source of comfort or
reassurance from afar (Richert 30).
Eyes have long been considered the window of the soul, revealing and concealing one’s deepest
thoughts and emotions. Eye miniatures endeavored to capture this window of the soul and reflection of a
person’s most intimate thoughts and feelings (Victoria and Albert web). A gift that was almost always
meant to remain secret, the eye painting was designed to be recognizable only to the recipient. Enveloped
with an air of mystery and anonymity, the gaze of the eyes was to be treasured in solitude. Participating in
the same economy of gift giving as sentimental jewelry these eye portraits were exchanged as a token of
love, not only between lovers, but families and friends. The wearing of eye miniatures was strictly
gendered. It was generally acceptable for women to display portraits on their bodies, however men would
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risk a perceived loss of masculinity if they were to do so. Generally, men wore eye miniatures under their
lapels or inside their coats (Grootenboer 72).
Unique to eye miniatures, are the elaborate frames which appear to
compensate for the extreme simplicity of the eye’s representation
(Grootenboer 75). These tiny paintings were transformed into lavish
jewels, set in decorative frames of gold and encrusted with precious
stones. Pearls were a particular favorite and found in abundance in lover’s
eye jewelry. Through their perfect roundness they have been thought to

Figure 6

express purity and love (Boettcher 35). There is also a strong link between pearls and tears through their
close connection with the sea. In some eye miniatures, tears are suggested by the pearl surrounds as well
as by the drop-like shape of their settings (Figure 6). A variety of other precious and semiprecious
gemstones were used in eye miniature jewelry, including diamonds, turquoise, coral, and garnet. As with
pearls, each had its own symbolic meanings.
Besides a token of love, the eye miniature could be regarded and implemented as a remote
instrument of control, keeping watch or guarding over
someone, as in the case of Duchess Auguste Amalie von
Leuchtenberg and her daughter Josephine. When Josephine,
left home at the tender age of 16 to marry the Crown Prince
Figure 7

of Sweden, her mother presented her with a unique gift of a

broad bracelet made of woven tresses of her hair, the ends of which met with a heavy gold clasp. In the
center of the clasp was an eye miniature mounted in an oval setting (Figure 7). This eye not only provided
comfort and reassurance by the touch of her mother’s body, but also functioned as a remote vehicle of
protection, watching over her daughter (Grootenboer 128).
Enamel, which had been out of favor for a good part of the 18th century, reemerged when the
talented London enamelist, Jusen, perfected a distinctly English style of enameling in 1775. This
introduced into the world of eye miniatures a completely new material. As seen in the black border of this
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eye miniature set as a ring (Figure 8), black enamel offered another
material for the ubiquitous black hue for the strict color rules of
full mourning. In the early nineteenth century eye miniatures
evolved into a form of memorial jewelry, and the focus of the eye
was a remembrance, rather than secret love. Of the lover’s eyes
that served a memorial function, only some can be classified as
Figure 8

true mourning jewelry. Eye miniatures that included the use of
surrounding bands of black enamel in their settings can be positively identified as mourning pieces
(Richert 31). Mourning eyes were also confirmed by the presence of an inscription or suggested by
swirling clouds and blue sky, signifying passage into heaven and the hereafter (Boettcher 44). No matter
how they are viewed, these beautiful mementos created a comforting reciprocity by keeping the gaze of
the departed or loved one constantly present and infinitely watching.
Through the study of eye miniatures we glimpse a particular aspect of history that opens a
“window” on the history of vision. Rather than simply “looking and seeing”, they show us a mode of
“being seen” in a pre-photographic era. More than just an object, the painted eye manifests a point of
view, concern, and treasuring gaze, which escape from the eye and the realm of painting (Grootenboer
180). In this context, the study of eye miniatures complements the history of art, not as a newly
discovered subgenre of portrait miniatures, but for their ability to solicit a mode of looking that originates
from within, connecting with the viewer, and thus creating a unique sphere of intimate vision. I found
while creating my own eye miniatures inspired by this research that I, too, encountered this intimate
sphere, connection, and communication with those loved and lost.
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Chapter 2
On Beauty and Nature
In the current world of contemporary art jewelry the seemingly ugly or unusual are lauded as the
accepted aesthetic and desired ideal; within this domain I struggle to find a place for my work, which
expresses beauty at its heart. In the art jewelry arena there is presently a pervasive mimicry that I find
disheartening. In modern jewelry, the pendulum of aesthetics appears to have swung as far as imaginable
from its origins. Stark or contorted forms seem to inveigh the ideal of beauty and refined symmetry of
works within Georgian and Victorian periods, or ensuing movements of the Arts and Crafts or Art
Nouveau, which were based on nature’s forms and floral designs. I feel quite the opposite. As aptly stated
by Robin Wall Kimmerer, in Braiding Sweetgrass, “Beauty is the embrace between plants and humans”
(41).
Since I was a child I have been stirred by the aesthetics of Japanese art. I am particularly drawn to
Japanese paintings and woodblock prints from the 16th-19th centuries that express the unique harmony and
quiet beauty of nature. These works are imbued with “shibusa”, a Japanese aesthetic that conveys an
expression of subtle unobtrusive beauty, simplicity with complexity, and a deep connection with the flux
of nature.
In The Unknown Craftsmen, A Japanese Insight into Beauty, by Sōetsu Yanagi, translated by
Bernard Leach, Yanagi pinpoints the qualities of “true” beauty. He affirms beauty saying that, “…the
purity of the wild flower and the unspoiled countryside so often put to shame the high culture of town and
court.” He further says, “There is a wild untamable beauty in man when he is in harmony with nature.”
(88). Yanagi believes work done with the heart and hand is a kind of communion with life itself. In the
following quote he expresses mankind’s need for beauty (104).
“I would like to believe that beauty is of deep import to our modern age. Without
question, the intention of morality, philosophy, and religious belief is to bring hope, joy,
peace, and freedom to mankind. But in our time religion has lost its grip. Intellectualism
has undermined spiritual aspiration in most people. At this juncture I would put the
question might not beauty, and the love of the beautiful, perhaps bring peace and
harmony? Could it not carry us forward to new concepts of life’s meaning? Would it not

establish a fresh concept of culture? Would it not be a dove of peace between the various
cultures of mankind?”
Sōetsu Yanagi, the father of the Japanese Craft movement, refers to the aesthetic of the seeing eye
of Japan, an Eastern perception of loveliness (88). Originally an understanding of the function of true
beauty in life, this seeing eye was expressed ultimately by the great Tea masters of the 16th century in the
Tea ceremony of Japan (91).
I believe that beauty involves a sense of the sacred, and is a compelling aspect, which we all seek.
The author, Agnes Martin, appositely writes in her essay, Beauty is Mystery of Life…
“When I think of art, I think of beauty. Beauty is the mystery of life. It is not in the eye, it
is in my mind.” … “All artwork is about beauty; all positive work represents it and
celebrates it. All negative art protests the lack of beauty in our lives. When a beautiful rose
dies, beauty does not die because it is not really in the rose. Beauty is awareness in the
mind. It is a mental and emotional response that we make. We respond to life as though it
were perfect. When we go into a forest we do not see the fallen rotting trees. We are
inspired by a multitude of uprising trees. We even hear a silence when it is not really
silent.”
I clearly remember feeling this inspiration as a child collecting treasures in the forest or studying
the delicate tracery of the swaying branches of trees through the windows. Current research affirms it is
our response to the beauty of nature that creates a sense of awe and makes us feel most alive. This “awe”
is the feeling of being in the presence of something vast that transcends our understanding of the world
(Piff Journal of Personality and Social Psychology). Early in human history, awe was reserved for
feelings toward divine beings, gods that guarded over fates; encounters with the divine lie at the center of
the world’s great spiritual traditions. In 1757, a revolution in our understanding of awe began thanks to
Irish philosopher Edmund Burke. In A Philosophical Enquiry into the Origin of Our Ideas of the Sublime
and Beautiful, Burke detailed how we feel the sublime (awe) not just during religious ritual or in
communion with God, but in everyday perceptual experiences: in hearing thunder, in being moved by
music, in seeing repetitive patterns of light and dark. Awe was to be found in daily life (Kelnter Cognition
and Emotion 300).
Bernard Leach states in his introduction to The Unknown Craftsman, “Every artist knows that he
is engaged in an encounter with infinity, and that work done with heart and hand is ultimately worship of
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Life Itself” (90). I feel it is only natural, but also worthy, to point to the beauty found in living and dying
as a level of meaning that lies beneath all the busy work of being in the world. Nature becomes my refuge
and I take solace and inspiration in its beauty and awe. It is my firm belief that beauty lies at the heart of a
true work of art; it is that which speaks to us and compels me to create. This essence is what I strive for in
my work.
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Chapter Three
Process and Techniques
Jewelry displays its roots in all human cultures from shells and bones of the prehistoric age to the
precious metals and gems of personal ornamentation in Western civilization. The desire to adorn
ourselves is seemingly universal. In this, jewelry has played three basic roles: the ornament, the amulet,
and the symbol of wealth or status, all of which have remained constant throughout the ages. The
discovery of how to work metals was an important stage in the development of the art of jewelry. Over
time, metalworking techniques have become more and more sophisticated, enabling decoration to be
more intricate. From the time of the Sumerians, nearly all-technical processes were known: fusing, alloys,
filigree, stonecutting, and even enameling. In Medieval times, jewelry became more widespread,
reflecting an intensely religious, hierarchical, and status-conscious society. The arrival of the Renaissance
and Georgian time periods brought the rise of jewelry throughout of Europe. Following this, the reign of
Queen Victoria had a profound effect on fashion and jewelry tastes in Europe; revived ancient techniques
flourished.
My metalsmithing foundation began with Kulicke-Stark Academy in New York City where the
course of study focused on the ancient techniques of cloisonné enameling, granulation, filigree, and stone
cutting. Since then my appetite for learning metal technique has never been quenched. Over the last four
decades I have built considerable skills working in a wide variety of metals and I have found this quest
renewed and challenged with the introduction of new technology based techniques. The following
descriptions on techniques are of those I enjoy and most often employ in my work and how they interact
and complement each other.

Laser Etching and Cutting:
The creative work of Anamnesis utilizes a number of metalsmithing and enameling processes and
techniques. The essential fabrication techniques of forming, sawing, filing, and soldering, hydraulic die
forming, chemical etching, and enamel techniques of Basse-taille, and Limoges are those most frequently
used. A current process I have discovered in the course of my graduate studies, which has played an
integral role and turning point in my work, is the technology of laser etching, cutting, and engraving. This
system allows one to etch very fine imagery, designs, or text, creating unlimited possibilities. One of the
advantages of the laser-etching machine is that it works extremely well with a variety of materials
including wood, acrylic, plastics, marble, metal, and glass. This same machine, at a different setting, is
able to cut shapes out of paper, wood, and plexiglass materials, which has become extremely useful in
many applications.
The laser etching machine depends greatly on graphic design and related computer programs.
Being unfamiliar with either Adobe Photoshop or Illustrator on entering graduate school, I was posed
with the challenge of learning these complex programs in order to explore the possibilities of laser etching
(Figure 10). I quickly became fascinated with the precision of the high resolution, fine line quality
obtained by laser etching. While testing these possibilities I found numerous applications for this laser
technology across my areas of interest in metal design, enameling, and book arts. My personal vocabulary
was expanded in metal and jewelry designs with the ability to laser cut a variety of stencil materials from
vellum, acetate, and watercolor paper for sifted enamel techniques (Figures 13, 14) and plexiglass dies for
the hydraulic press process (Figures 11, 12). In enamel and book arts projects, I laser etched vitreous
enamel on copper or steel plates for book covers (Figure 9) or wearable pieces. The laser engraver played
an integral part in other book arts projects such as cutting maple veneer plywood for a living hinge journal
cover and case, linoleum blocks for printing, or etching and cutting individual pages for books. With all
the possibilities of the laser machine, I have discovered many stimulating new ways express my ideas and
stories.
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Figure 9

Figure 10

Figure 11

Figure 12

Figure 13

Figure 14
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Hydraulic Die Forming:
Die forming is surprisingly an ancient process and has been used throughout history by many
diverse cultures. Etruscan and Greek goldsmiths used dies to create multiple units for earrings and
necklaces. They carved designs into bronze plates and hammered thin gold sheets into them through thick
sheets of lead. Using the same idea today with cut acrylic dies instead of bronze, and urethane to replace
the lead, and a hydraulic press to deliver the force, I am able to create custom dies for my work. It is
interesting to note that hydraulic presses similar to those used today were in use before 1850. The current
use of conforming or non-conforming dies is a continuation of this age-old practice with nineteenth
century technology and twentieth century materials (McCreight 41).
The die forming process can be used in many ways to arrive at hollow, volumetric forms. A die
performs the same function as a hammer, stake, and dapping punch or repoussé tool, but instead of
repetitive blows with muscle force, the long slow squeeze of a hydraulic press creates the force. Die
forming is a direct, efficient, and fast method of metalsmithing that permits the reproduction of
standardized objects, or exactly matching forms, adding dimension and volume in the work. An additional
benefit is that the metal formed in a die is structurally stronger than a flat sheet, enabling the use of
thinner metal resulting in lighter weight and more comfortable pieces.
I first began using non-conforming silhouette or matrix dies in 1987 after reading Susan
Kingsley’s Hydraulic Die Forming for Artists and Metalsmiths. Nonconforming dies used with urethane
pads offer many exciting possibilities for creative work; only one part is needed and is thus easier and less
expensive to make over the rigid two-part conforming dies used for complex shapes. Masonite wood,
aluminum, and acrylic sheet are materials most commonly used in making matrix dies, but I prefer the
acrylic sheet as it is durable and one can also readily see where the metal to be pressed should be placed.
However, sawing and filing out the silhouette shapes in thicker acrylic by hand was tedious and proved to
be difficult in creating perfectly symmetrical forms.
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Discovering the capabilities of the laser-etching machine unlocked my custom die making
potential immeasurably. By designing in Adobe Illustrator and creating patterns that act as a blueprint for
the laser cutting machine, I have been able to make
historically inspired complex shapes for my brooch
frameworks. The resulting acrylic die is perfectly
symmetrical, with cleanly cut sides, and finished
within minutes instead of hours. The metal is
positioned (sometimes taped) over the die with layers

Figure 15

of urethane on top, and then placed in the hydraulic press (Figure 15). The urethane is a tough rubber-like
substance that flows under pressure and distributes the force of the press evenly and can be reused
thousands of times. Hardness of the urethane is measured in
durometers with different densities for different forming operations.
The basic power unit for the die forming press is a 20-ton hydraulic
bottle-jack set in a welded steel frame with a free-floating platen and
return springs that rests on the jack (Figure 16). The addition of a
pressure gauge makes it possible to measure the force being applied,
permitting control and consistency. The result is a gentle pillow like
form with a flat flange and concise outline (Figure 17). Resulting

Figure 16

forms can then be worked with tradtional metal
fabrication techniques of sawing, filing, and soldering to
create volumetric designs which cannot be easily
achieved otherwise.

Figure 17
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Enameling Techniques:
The practice of Vitreous Enameling is comprised of fusing powdered glass to a substrate by firing,
between 1380 and 1560 °F. The enamel melts, flows, and then hardens to a smooth, durable vitreous
coating on metal, glass, or ceramics but the term "enamel" is most often restricted to work on metal.
Vitreous enamel is composed of glass and inorganic pigments, such as cobalt and other metallic oxides, to
produce striking colors that are either transparent or opaque, used alone or in a variety of combinations.
The firing of glass on metal is a versatile and beautiful process that includes many techniques and
materials that can be intermixed in exciting and infinite ways. The enameling processes that I employ the
most in my work are sifting, Limoges, Basse-taille, and waterslide decal transfers.

Sifted Enameling:
The key ingredient of enamel is finely ground glass called frit. There are various types of frit that
are applied in sequence; first is a base ground coat to facilitate adhesion to the metal, followed by frits
that contain materials for producing colors. The most common and fundamental application is dry sifting
powdered enamel. Different mesh sizes of screens can be used to separate enamel powder into smaller
particle sizes for various applications to achieve a variety of effects.
Over the many years of my enameling experience, I have found the technique of dry sifting with
stencils to be the most versatile. It is an easy way to apply enamel evenly onto the metal surface, and also
allows one to achieve delicate shading in thin successive layers. I use a variety of different size stainless
steel mesh screens with personally made sifters, from 80 to 325 mesh, depending on my desired effect
(Figure 18). Stenciling is an effective way to create designs and control the application of more than one
color. In this method, a negative or positive silhouette shape is held over the work and a contrasting color
of powdered enamel is sifted on top, resulting in the enamel falling through, leaving the shape of the
stencil design on the base enamel below (Figures 19, 20). To capture fine detail I sift through or around
the stencils with a 200 mesh screen. With careful control, more than one color and area can be sifted
through stencils in a single firing. It is important to keep layers thin to avoid resulting expansion and
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contraction problems that can cause cracks in the glass after firing and cooling. The subtleties of sifting
techniques are boundless and have continued to intrigue me throughout my enameling practice. Creating
intricate patterned stencils from my personal designs with the laser etching machine has been a significant
breakthrough in my creative work.

Figure 18

Figure 19

Figure 20
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Limoges China Painting:
China paint enameling is also referred to as Limoges and was named for the city where this
painterly enamel first developed. Limoges was already the most famous European center of champlevé
(an enameling inlay technique) on a large scale starting in the 12th century (Wardropper, Day 9, 10).
Enamelists of Limoges then retained their lead in the 15th century by switching to painted enamel, often
in the form of grisaille (grey tones of enamel) on flat metal plaques, vessel forms, or famous portrait
miniatures. Today, painting enamels or overglazes and china paints are all finely ground powders that are
not previously vitrified glass but pure pigment with the addition of a finely ground low melting flux.
These properties make it possible to paint very fine lines and thin washes with great detail. This process is
very delicate, and requires careful application of many thin layers, each with individual firings.
The painterly quality of Limoges intrigues me the most in the enameling techniques I have
studied over many years. In The Art of Enameling, Linda Darty states, “It is my opinion that of all the
enameling techniques, painting with enamel requires
the most skill and control” (Darty 85).
China painting is an exacting but rewarding process
using drawing and painting skills for shading and
building up the design, through adding delicate details,
thin washes, and layers of color. This medium offers
Figure 21

the ability to capture hand drawn lines in great detail,

either with a crow quill pen or a very fine sable brush, in a way unlike any other enamel techniques.
Preparing Limoges style China paint enamels also requires a different process than vitrified enamel. After
placing a very small scoop of selected colors on a glass palette, the china paint and various binder oils are
thoroughly mixed with a palette knife to a consistency that is slightly thinner than toothpaste with various
binder oils (Figure 21). The properties of the oils vary, and are chosen for a specific purpose. For example,
oil of clove allows for painting the finest outlines, while lavender oil dries more quickly and works well
for thin washes. Carefully painted, sheer, successive layers that are individually fired achieve the rich
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beauty of Limoges. Before firing, the China paint enamel is dried overnight or more expediently, the oil
may be “smoked” and burned off before firing (Figure 22). China paint overglazes are fired lower than
regular enamel, approximately 1300°-1450° F. This process is
repeated many times until the desired effect is achieved.

Figure 22

Basse-taille Enameling:
This French word, which means low-cut, describes a technique that dates back to Renaissance
Europe 14th-16th century. It refers to works in which the surface of the metal had been chiseled or
engraved to create a slight bas-relief. This background is then transformed when beautiful transparent
colors are fired over the entire surface. As light is
reflected back from the metal’s varying surfaces, the
transparent enamels create illusionary depths and a
unique chatoyancy. Contemporary enamelists use a
variety of metalsmithing techniques to create the textured
surfaces below the enamel: hammering, roller printing,
chasing and repoussé, stamping, chiseling, and etching.
Most historical basse-taille enamels do not include color
Figure 23

in the recessed metal surfaces other than the one layer of

enamel that coats the entire piece. In these pieces the varying depth of the recesses creates the areas of
dark and light. I have adapted the historical basse-taille techniques into my own modern variation. In this
body of work, my basse-taille pieces were chemically etched from personal designs. I then applied a black
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underglaze pigment on the bare metal to emphasize the textures and lines before applying light
transparent enamel coats overall (Figure 23).

Waterslide Decal Transfer Process:
Printed imagery has been used on enamels since the 18th century. Today, decal transfers make it
easy to duplicate an image from an original drawing, text, or photograph and to replicate it as many times
as desired. Some commercial ceramic decals are made with very fine painting enamels, and pictorial,
patterned, or solid decals can be purchased from commercial enamel suppliers. It is far more interesting
however, to create original decals by printing images or hand drawn designs on the waterslide decal paper
using a laser printer that has iron oxides in the toner. This paper has a surface that accepts the iron oxide
printing that loosens in water and burns out in the kiln. The transfer process is straightforward; a cut out
decal is placed in warm water and as the
paper begins to curl, the decal is slid off
the paper backing onto the enamel piece.
After drying overnight, the pieces are fired
at a temperature lower than vitreous
enamel, taking care not to over fire and
burn out the iron oxide. Waterslide decals
made with a laser printer have the
advantage of a beautiful sepia tone,
Figure 24

resulting from the iron oxide in the

printer’s toner (Figure 24). I am inspired to use these sepia decals as it reflects the Georgian mourning
and sentimental jewelry where the tone of sepia carried a significant symbolic value for its wearers, who
saw the reddish-brown hue as a reference to blood and the earth.
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Chapter 4
Work and Inspiration
My first semester in graduate school also marked the first anniversary of my mother’s death.
Though I have experienced the loss of other dearly loved family members, hers was a particular blow to
me. Left feeling ungrounded, bereaved, and alone, my thoughts constantly turned to her. I felt the need to
voice them and find a way to honor and communicate with her. Fueled by my love of jewelry, enameling,
and the miniature, I launched my research into mourning and sentimental jewelry, a history rich in
imagery and emotion. This study opened a captivating channel to not only express my grief and loss but
also explore new directions in concepts and techniques.
During this research, the Georgian period silhouettes caught my attention. Known as “Profile
Portraits,” these became popular during the mid 18th century (Figure 25). Often used as memorials, they
were well suited for mourning jewelry as the stark black and white was
particularly in keeping with mourning colors. These keepsakes were worn
as pendants on long chains or mounted in bracelet clasps, watch fobs, and
rings. The simplicity of the profile portraits also made them more
affordable and therefore more popular. Typically these were made by
working from live subjects with the artist tracing a profile from a shadow
cast by the backlit sitter, a detail which gave further meaning to the portrait
Figure 25

after the individual had passed away. This use of the silhouette form

intrigued me.
I turned to my mother’s old photographs and letters, the only tangible articles I had remaining of
her. While reflecting on them a sense of connection with her stirred my inspiration. One image that
particularly caught my eye was a photograph of my mother with a group of friends (Figure 26). She is
standing, leaning against a car with her toes in the sand, saddle shoes in hand, and the camera caught her
gazing off into the distance caught in a moment of reflection. I puzzled over what story this photograph

holds. It left me with a sense of wonder
and mystery. Starting with this image I
traced and
created her
silhouette, as if it
were a Georgian
“back lit”
Figure 26

mourning

jewelry portrait. The silhouette becomes a proxy for my mother while also
signifying the universal mother (Figure 27). Within the form of the silhouette there
Figure 27

is a sense of the enigmatic, as the outline infers her physical presence while at the

same time remaining only an elusive shadow of memory. It has been emotionally moving to explore this
concept and the many possibilities of the silhouette throughout my explorations in paper, metal, and
enamel. It has become a vital part of my visual vocabulary.
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Book Front

Inside Detail

Figure 28

Reminiscence
Vitreous enamel on copper, paper, book cloth, thread
7.25" x 5.25" x 1"
2015
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Figure 29

Reminiscence is a one-of-a-kind book that was inspired by memories of my mother and collected
moments of my life with her (Figure 28). The pages, which are comprised of various types and weights of
handmade papers, have been both laser etched and cut to reveal the imagery of those beneath. My
intention was to layer the interior pages to reflect the way our memories become layered and blended over
time. The transparency of the rice paper acts as a veil through which her silhouette, or nature inspired
imagery, can be seen (Figure 29). Through the precision of the laser machine I was able to transpose her
treasured handwritten letters, recreate, and preserve them in a unique way.
The cover of Reminiscence highlights an oval enamel centerpiece that has been laser etched with
an image of my mother’s eye. The overlaying graceful forms of the
Physalis alkekengi plant, commonly known as Chinese lanterns,
echoes poignant memories of the bright orange draping bouquets of
lanterns my mother placed on display every autumn. Their shape,
color, and variations of forms evoke strong emotions within me,
and act as a link to memories of my mother and innocent days
growing up. The photograph to the right (Figure 30) captures a
curious moment, revealing a glimpse into my mother’s younger life
and more carefree days. Her form, timeless dress, and posture
provide the basis for a silhouette that has been incorporated in many
ways within this book and body of work.

Figure 30

Many of the pages of Reminiscence incorporate imagery inspired by nature. I learned through my
research that flowers and other plants have held significance for centuries. It was during the Victorian Era
when flowers began to gain special meaning and were used to send secreted messages that etiquette
deemed unacceptable to share openly. Entire volumes were created to document hundreds of meanings. In
1856, The Illustrated Language of Flowers, a dictionary of over 700 flowers and their meanings was
compiled and edited by Mrs. L. Burke (Figure 31). This handbook became quickly accepted throughout
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England and the United States as the authority on countless symbolic meanings of flowers. Roses were a
particular favorite, with over thirty varieties used to convey different meanings and emotions through the
array of colors. The yellow rose signified friendship and caring, the white rose was
purity, reverence, and secrecy, the black rose was death and rebirth, the pink was
happiness, and the red of course signified love, passion, and courage. Inspired by
this Victorian code, I have integrated my personal interpretation of floriography
through imagery of roses, thorns, and climbing vines to embody my mother,
Figure 31

memories, and emotions in many of my works.

Creating this book presented a number of challenges in the course of the physical binding process.
A concertina accordion fold had to be uniquely adapted for the variety and delicacy of papers. Each type
of paper required many tests on the laser to determine appropriate settings, while the enamel centerpiece
was “set” into the book board with, once again, the help of the laser to etch a perfect recess. Finally, I
used a beautiful Japanese book cloth in black to intone the somber feeling of remembrance. The resulting
work was a successful combination of metal, enamel, and paper techniques to preserve, protect, and
revere my memories.
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Figure 32

Memento Mori
Vitreous Enamel, Steel, Sterling Silver
5.5" x 13" x 6"
2014
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Memento Mori was inspired by the 16th century Medieval works that were frequently inscribed
with this motto “remember we must die”; a warning and reminder of the imminence of death. Created in
an accordion book format, this piece represents my earliest exploration with laser etching. The multiple
pages provided an inviting canvas for laser etched photographs and waterslide decal transfers on black
and white enameled steel plate. Following the symbolism of Victorian floriography, the embossed and
hand sawn fine silver laurel leaves represent love and victory. By the fact that laurel leaves do not wilt,
they additionally represent eternity (Figure 32). This accordion book refers to the story of my mother’s
life and the fulfillment of her dream of creating a family and home. The pages are shaped in the silhouette
of a house, remembering and honoring the days she spent as a wife and mother, making a home and
caring for the family. I utilized floral lustre waterslide decals on the background “walls” to remind the
observer of vintage wallpaper designs. It was a change in direction to create Memento Mori in the format
of a small sculptural object rather than a book to be held in the hand or wearable work.
Capturing the traditions of the past, although considered old-fashioned in today’s modern world,
moves me to explore and create my own remembrances of those held dear in my life. This piece combines
elements from my research of the medieval period, the Georgian and Victorian eras of mourning and
sentimental jewelry, with aspects of the gaze of the 18th century eye miniatures.
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Brooch Front

Back Detail

Figure 33

SHADOWS OF FALLING LANTERNS
Vitreous enamel, china paint, copper, sterling silver
3.75" x 2.5" x .375"
2016
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Figure 34

Shadows of Falling Lanterns stands quietly within a silver frame reminiscent of Victorian
portraits. I find I am drawn to the format of the oval, which follows the form most commonly used
throughout the major periods of mourning and sentimental jewelry. Besides being a satisfying shape the
oval has been used since earliest times. A stone in the shape of an egg was a known religious symbol for
archaic cultures; the cosmic egg from which the universe was born suggested a vision of the whole
cosmos and symbol of rebirth and new life (Clifford 241).
The imagery of this brooch was created with a combination of several enamel techniques and my
own unique approach of layering two enamel plates, one atop another. These layers are in turn captured
by the front framework and are tab set from behind in sterling silver, with additional imagery on the back.
To begin, I sifted through stencils made with the laser etching machine to create a soft shadowy
silhouette on a black enamel background layer, which is a color fitting to mourning jewelry. An historical
note: black became the color of mourning initially because of a fear of the dead returning to visit the
living. It was believed that if veiled and cloaked in black, the living would be invisible to the dead. The
layer above this background is created with the basse-taille enamel technique. The figure in this layer has
more life-like detail and substance, and is not simply a silhouette. Her form was sketched and transferred
onto copper plate using a technology borrowed from the manufacture of circuit boards. This process
employs a heat transfer film on which the design is photocopied and then heat transferred to a copper
plate for the final chemical etching. A black oxide was rubbed into the recesses and then protected by
sifted coats of clear enamel. The cascading Chinese lantern images were painted with China paint and
refer to treasured memories of autumn bouquets my mother created for our entry hall table.
The pillow-like outer frame of this brooch was made with the hydraulic press with a unique
acrylic die I created with the laser etching machine. The simplicity of the oval form allows the eye to
focus on the image within. A soft satin finish with a liver of sulfur patina is in keeping with the quiet
somber tones of this brooch. It is important to me that the back of a brooch be as well crafted and
beautiful as the front. The back of Shadows of Falling Lanterns reveals a surprise enameled image of
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cascading Chinese lanterns created with overlapping sifted stencil enamels. This brooch is reminiscent of
melancholy autumn colors, the turning of seasons and time.
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Brooch Front

Back Detail

Figure 35

CHERISH
Vitreous enamel, sterling silver, copper
4" x 3.25" x .5"
2017
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Figure 36

Cherish was inspired by the legendary bracelet that the Duchess Auguste Amalie von
Leuchtenberg gave to her daughter Josephine when she left home at the tender age of 16 to marry the
prince of Sweden. Made to protect and watch over her, the gaze of her mother acted as remote instrument
of control. The process of creating this brooch Cherish brought a sense of protection, as if my own
mother was keeping watch over me. Amid her floating silhouettes, the center oval enamel is laser etched
with a poignant letter of heartfelt thanks she wrote to me. This is one of many such cherished letters I
received from her in which she seemed able to express her love and appreciation; what she could not quite
emote physically with me throughout all the years of our relationship.
A rare carved ivory mourning brooch inspired this hand wrought sterling silver framework. I was
able to confront technical challenges with the fabrication of this intricate wire design work by creating an
exact design template in Adobe Illustrator from my original drawing. Many mourning and sentimental
pieces picture a broken link to signify a life ended, but in this piece I incorporated unbroken links to
represent the connection and safeguarding of our unending bond through memories. The silver leaves that
encircle the main copper silhouette figure standing on the frame symbolize renewal and evoke the
symmetry and beauty of nature. Chemical etching with ferric nitrate was used to etch the floral designs in
silver, as well as the floating images of her silhouette on the reverse of this brooch. As with most of my
work this piece evolved over time, rather than beginning with a pre-designed plan.
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Locket Front

Interior Detail

Figure 37

VIS-À-VIS
Vitreous enamel on copper, sterling silver,
14k rose gold, rainbow moonstone
18" long x 2.5" x .375"
2017
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Figure 38

Vis-à-vis combines an enamel of my mother’s gaze with the historical form of a mourning locket.
The locket was used throughout Georgian and Victorian periods to house meaningful tokens – both
physical and representative – of a loved one either living or deceased, normally as locks of hair under
glass. In the later Aesthetic movement of Victorian jewelry, lockets became more prevalent and larger to
accommodate photos, which were difficult to reduce in size at that time (Dawes, Davidov 37). The
influence of these later padlock heart-shaped lockets can be seen in Tiffany jewelry designs today.
The locket as a wearable container was intriguing to me, not only for its sentiment and beauty,
but also as a technical challenge in undertaking the locket mechanism itself. I designed an outer “frame”
in Illustrator, inspired by the distinctly English Victorian shapes, to create a plexiglass die for the
hydraulic press to achieve two perfectly matched forms. The central element consists of a miniature of my
mother’s eye created from a photographic image using a waterslide decal transfer on enamel. Although
enamel was a material used in the Georgian and Victorian periods, most eye miniatures were painted
watercolor on ivory and encased in glass, rather than on vitreous enamel as in this piece. The title Vis à
Vis comes from Latin by way of mid 18th century French, where it literally means “face-to-face.” This
meaning of “facing opposite” or “in relation or regard to” reflects the intimate vision of the late 18th
century eye miniatures. The double entendre of the eye portrait’s vision fascinates me, as the portrayal of
the gaze serves the dual function of representation and agent of vision. Grootenboer describes the eye
portrait as a kind of channel or portal through which the gaze of a loved one can be imagined as resting—
constantly—on the beholder (44). This exploration of creating an eye miniature locket from my mother’s
portrait allowed an intimate connection to be re-created with her through the watchful, concern in the
underlying meaning of the “gaze” or regard mentioned previously.
Pearls were chosen to finish this necklace as I felt they were the perfect complement for the
purpose and sentiment of the locket. The symbolism of the pearl is a curious mixture of the sacred and
profane. Mentioned nine times in the Bible, pearls have become a metaphor for heaven. The “parable of
the pearl” likens the “kingdom of heaven” to “one pearl of great price”… (Boettcher 35). To keep the
form and lines of the locket pure a closure was accomplished by embedding rare earth magnets on the
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inside lips. The final step, the clasp connection, was a hand built fish hook clasp in sterling silver set with
a rainbow moonstone on 14K rose gold to match the sepia tones of the enamel image. This work
represented a challenge in a number of respects, resulting in a piece that spanned many months before
completion.
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Necklace Front

Figure 39

Back Detail

Rose Faded Memories
Vitreous enamel on copper, sterling silver,
antique French Jet beads
14" x 3.75" x .375"
2017
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Figure 40

Rose Faded Memories honors the symbolism of the rose found in sentimental and mourning
jewelry and the Victorian allure of floriography. As discussed previously, flowers held many meanings
within 18th and the early 19th code of chivalry and ensuing pieces. The rose became the most common
motif representing love and death. This one flower symbolized a number of sentiments; joining rose buds
symbolized a strong bond between two people while a rose in full bloom signified the death of an adult.
Within my work the floriography of vines and rose buds represents the bond shared between mother and
youngest daughter, while the rose in full bloom signifies her passing.
This piece was inspired by early memories of my mother and her rose garden. Summer nights at
the dinner table were graced by the profuse beauty and fragrance of roses she had picked and artfully
arranged in a silver bowl. I recall her dismay when late one evening deer came from the nearby forest
preserve and ate every rose on every bush. All that remained were piles of thorns the deer deftly spit out.
The laser etched rose vines on a pale yellow enamel background represent these stories. As in the brooch
Cherish, the linking outer framework speaks for the bond we shared while the silhouette once again
serves as her proxy. The back displays a reversal of the rose vine motifs in sterling silver against blueblack enamel akin to the historic black enamel found in mourning jewelry. The climbing vines, captured
by the tabs of the bezel, provide a strong contrast to the delicate etched details of the obverse pale yellow
enamel.
Carefully collected antique French Jet beads comprise the length of this necklace and describe a
sense of somber remembrance. The three jet drops represent her three children. The techniques employed
in this reversible necklace range from traditional metalsmithing to those spurred by modern technology,
creating an interesting contrast and interplay between various elements of design. Designed to fall over
the heart, the centerpiece of this necklace gives a sense of comfort and protection. Rose Faded Memories
acts as a talisman and an intimate interpretation of sentimental and mourning jewelry.
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CONCLUSION
Anamnesis has been a vehicle for deep personal reflection, discovery, and healing. The
investigation of materials, techniques, and technology has allowed me to push myself creatively in a way
that would not have been possible outside of graduate school. This alone has fulfilled my dream of
returning to pursue a Master of Fine Arts. My artistic perspective has been vastly broadened by the deep
historical research that gave rise to this body of work. These physical pieces have captured and preserved
elusive memories in lasting materials, and have served as a channel to those loved and lost, allowing me
to find my place in the present. Anamnesis resurrects the ideal of beauty and craftsmanship inspired by the
rich traditions of mourning and sentimental jewelry. I look forward to continuing work still waiting to be
completed as well as the unfolding of new inspirations commencing from this oeuvre.

Exhibition List of Works:
1. Shadows of Memory
Vitreous enamel, copper, sterling silver

2015

Brooch
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2016
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2016
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Vitreous enamel, copper, sterling silver, French Jet & spinel beads

3 ½" x 1 ⅛" x 18"

9. Je t’aime
2016
Vitreous enamel, copper, sterling silver, 14k rose gold

Brooch

2" x 1 ½" x ⅛"

10. Weeping Willows
Vitreous enamel, sterling silver

Brooch

3 ½" x 2 ½" x ⅜"

11. Reminiscence
2015
Vitreous enamel, copper, book cloth, paper, thread

Book

7 ¼" x 5 ¼" x 1"

12. Grief Came Knocking
2015
Vitreous enamel on steel, paper, original poem

Book

4 ½" x 3" x 24"

13. Beauty Never Dies
Maple veneer plywood, paper, thread

Journal

10 ⅜" x 7" x 1 ½"

Book

5 ½" x 13" x ⅛"

2017

2015

14. Memento Mori
2014
Vitreous enamel on steel, sterling silver, book cloth

15. Life’s Thread
2016
Book
Paper, and thread, poetry by C. Douglas McFadyen, Barbara McFadyen

8" x 3" x 36"

16. Bitter Sweet
2016
Journal
Cherry, mica, brass, vitreous enamel on copper, found objects, paper

5" x 3 ½" x 2 ¼"
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